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4 About theAuthor 


INTRODUCTION 


Welcome to the second book of a four book series about to playing jazz guitar The 
format of this book is the same as Beginning Jazz Guitar: each chapter is divided into les- 
sons and each lesson is comprised of two sections. The "A" section of every lesson deals 
with chord work and harmonic concepts, while the"B" section contains information about 
single-line improvisation. The CODA section at the end of the book discusses technique 
and a variety of other areas of interest to jazz guitar students. 


To get the most ovt of this book you should already be familiar with major and minor 
pentatonic scales, triads and chords with extensions (such as 9ths, | [ths and 1305), trans- 
position, basic diatonic harmony, the modes of the major scale and melodic patterns. You 
don't need to be an expert in all of these areas, but a firm grasp of the concepts will 
certainly help you get through this volume more easily. 


This series, Beginning Jazz Guitar, Intermediate Jazz Guitar, Mastering Jazz Guitar: Chord/Melody 
and Mastering Jazz Guitar: Improvisation, covers an enormous amount of material. Be sure 
to supplement this information with lessons, practice, and other instructional books and 
video tapes. Also, playing with others is very important for your development. 


While the four books in this series progress from elementary ideas to very complex con- 
cepts, the more advanced player would benefit by checking out all of them. Even the 
Beginning book contains some very challenging material. The series is designed so that it 
can be used as a reference—sort of a catalogue of concepts for jazz guitarists—or as a 
well orzanized method to be used with an instructor or on one's own. 


| wish you lots of joy as you absorb this information. | hope this book will help you find the 
self-expression you are looking for through music and the guitar. 


A compact disc is available for each book in this series. These discs can 
make learning with these books easier and more enjoyable. This symbol 
\ {7 will appear next to every example that is played on the CD. Use the CD 
Tak to help insure that you are capturing the feel of the examples, interpret- 
ing the rhythms correctly, and so on. The Track numbers and Index num- 
bers below the symbols correspond directly to the example you want to 
hear. Track 1 will help you tune to the CD. Have fun! 


Introduction 


CHAPTER | 


Lesson th: The ii-V7-I 
Progression 


If you have been playing blues or rock guitar for any length of time, you should be quite 
familiar with the I-IV-V7 progression. It is the harmonic basis for countless songs and 
arrangements іп many styles of music. In jazz, the ii-V7-I is the most important chord 
progression. The ii- V7-l progression is so important, and so common, because its sound 
establishes the key of the I chord. 


In order со understand this more fully it might be helpful to think of the I chord in any key 
as a giant magnet. All of the diatonic chords in its key have varying levels of attraction back 
to it. For instance, in the key of C, if you play a G7 (V7) chord by itself, your ear feels 
unsatisfied. When you follow that G7 chord with а C Major chord (I) there is a feeling of 
resolution or completeness. The ii-V7-I progression implies the key center in a very 
powerful way because of the harmonic momentum set up by the ii and V7 chords, and the 
“pull” of the 1 chord on them. АШ chords eventually "want" to return to I, but they also 
have an attraction to other chords in the key (and sometimes outside the key) as well. The 
following chart shows the most common chord movements. 


Chord Attraction 
Establishes key center 
Moves to V7 or "ii 


Moves to уі or "iii 


Moves to V7 or I 


Moves to I 
Moves to ii or vi 
.. Moves to I 


Many songs in the standard jazz repertoire consist of various ii-V7-I progressions travel- 
ing through many keys. We will call these "traveling ii-V7-I's." It is important to note that 
the ii and the V7 chord will still establish the key center regardless of whether che I chord 
is present or not. As you will see, chis is a common situation. The following chord pro- 
gression is based on "Tune Up" by Miles Davis, and illustrates the idea of the traveling 
ii-V7-L. The circled letters indicate the established key center. 
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Any and all chords in a ii-V7-I progression can be altered or extended. It will still be 
considered a ii-V7-I. For instance, Dmin9-G | 1-CMaj13 would still be considered a ii-V7- 


I in C. As long as the roots are a perfect 4th apart and the qualities appear as minor, 
dominant and major respectively, a й-У7-І exists. 
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Since so many songs consist of traveling ii-V7-I progressions, you can see that memorizing 
a lot of songs isn't such a big deal. You simply remember the key centers that appear in the 
overall progression. In almost every song you'll learn there will be sections that do not fall 
into this ii-V7-I pattern. These sections are generally the parts that add interest to the 
song and make it distinctive. Obviously, you must know what the ii-V7-I progressions are 
in every key so that you can pick them out easily. Here they are—memorize them! 


For more information concerning the ii-V7-1 progression check out Mastering Chord Melody, 
also from this series. 


ومو و 7722 نم SrA‏ می می مم ЕКЕ нн‏ 


Chapter I—Lesson 1А: The ii-V7-I Progression 


Track 
3 


Lesson IB: Improvising Over 71 
ii-V7-I Progressions 


The rule for improvising over diatonic ii-V7-I progressions is quite simple, at least at this 
stage of the game: use the major scale of the I chord. If the progression is Gmin7-C7- 
FMaj7, improvise using the F Major scale: for Cmin7-F7-B'Maj7, use the В” major scale, etc. 
Be sure the chords in the ii-V7-I are not altered. In other words, all chords with a raised 
or lowered Sth (5, #5), 9th (9,79) ог 11е (11,71) would make this rule inapplicable, 
because these altered cones are not diatonic (not іп the major scale). After we get a 
handle on using the major scale, we will learn how to handle non-diatonic situations. 


Example 3 will help you get used to the ii-V7-I sound, and train you to get around from 

key to key. Use the CD that accompanies this book, or record the chord progressions, 

and play along. Simply practice improvising over the entire progression without stopping. 
Each ii-V7-I progression is repeated twice and then moves on to the next key. Use ай the 
major scale fingerings that you know in all areas of the fingerboard. For some general tips _ 
on how to get started improvising, check out the CODA section in the first book of this 
series, Beginning Jazz Guitar. 


ii ут 1 
тіп? G7 CMaj7 - 


ہے سے کے و ہے ہے ہے سے ہت ہے ہے ہے ہے dd‏ 


ii v7 1 
Өтіп? с? FMaj7 


—7—7—; سس ہے سک d уу‏ 


= I 
۴۳ Ат D'Maj7 


— سط سے سے سے سط سس zv‏ 


8 Chapter I—Lesson IB:lmprovising Over Diatonic ii-V7-I Progressions 


Eg 


са 


( 
€ 
( 
4 


| The following progressions will give you some practice dealing with traveling ii-V7-I pro- 
gressions. To do this effectively, you must be able to pick out the individual 11-۷7-1 pat- 

| terns and improvise using the major scale of the current ۱ chord. Practice these until you 
can improvise freely using several different major scale fingerings up and down the finger- 
board. After that, make up your own exercises that follow the same idea. 
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Lesson 24/28: Diatonic Arpeggios 


George Van Eps once said"arpeggios are melted chords and chords are frozen arpeggios.” 
That is pretty accurate. Arpeggios are simply the notes of a chord sounded one at a time 
rather than simultaneously. As you will see, it is very important to know arpeggios be- 
cause they will help you gain more control over your solos. They are also an important 
ingredient in understanding harmony, which is why this is both an "А Lesson" and a 
"B Lesson” 


The following diatonic arpeggios are based оп the major scale fingerings first introduced in 
Beginning Jazz Guitar. The diagrams that follow show the arpeggio fingerings preceded Бу 
the major scale fingering on which they are based. Note that all the arpeggios begin on 
the lowest chord tone in the scale fingering. and not necessarily on the root. For the most 
part, the fingerings for each arpeggio are consistent with the scale fingering from which it 
was derived. Pick one or two sets of these arpeggios and memorize them. Come back to 
this lesson later, and memorize some more. 


The scale fingerings are named for the position of lowest root in the fingering. For 
instance, 6/2 means that the lowest root in the fingering is on the sixth string, and played 
with the second finger. Read the scale and arpeggio fingerings from left to right, starting 
on the lowest string and moving to the highesz. 


С Major Scale, Fingering 6/2 CMai7 
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CHAPTER 2 P 
Lesson || Altered Chords 5 


One of the most distinctive sounds іп jazz, and part of what makes jazz different from نا‎ 
other forms of music, is the liberal use of altered chords. Up to this point, the examples 

in this series have contained all unaltered diatonic chords, which tend to sound a little P: 
bland. It is important, however, to get a handle on straight diatonic harmony before wor- Le 


rying too much about altered sounds. : 


All types of chords тау be altered, but altered dominant chords аге by far the most 
common. At first, these formulas and symbols may seem intimidating, but you will see that 
the only notes that сап be altered in any chord are the Sth, 9th and the I Ich. 


Remember that the two most essential notes in any chord are the 3rd and the 7th because 
they distinguish major, minor and dominant chords from each other: It is common to omit — - 
roots, Sths, 9ths and I Iths in certain situations. (There will be many examples of this оп [ 
the pages to come) These possibilities, along with virtually endless voicings, keep the 

search for great chords interesting. [ 


Over the next several "A" lessons you will learn fingerings for various altered chords. 
Because space limits the number of examples that can be shown, it is a good idea to с 
supplement your chord vocabulary with a good chord dictionary. | recommend Alfred's ۲ 
Guitar Chord Encyclopedia. 3 


The dominant 75 chord із an extremel; important sound in jazz. It is constructed from 
the following formula: Root-3-5-7. In the key of C this is C-E-G/-8. In F it's F-A-C-E. In 
other words, it's the old familiar V7 chord, but with a 5. 


c7s F75 


f 5 | Pg 


Here are some sample voicings for you to work with. Try substituting these for ordinary 


dominant chords in songs you already know. These will give your progressions a distinc- |, 
tively jazz flavor. When you are comfortable with these sounds, try flatting the Sth in the 
dominant 9th, I Ith and 13th chords you know. 
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Here is an etude loosely based on the chord changes of the standard The Nearness of You 
that uses some 7'5 sounds. 
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Lesson 1B: Practicing Arpeggios 


If you have memorized a set of arpeggios then it's time to start practing them in a way that 
will help you get some mileage out of them. As you will see in the next several"B" lessons, 
arpeggios can help you spell out the chord changes of a tune. This will enable you to 
control the contour of your solos in a very melodic way. Flexibility with arpeggios is the 
key. The following routine has helped many students master their arpeggios. 


]11۷ 
1. Memorize at least one set of diatonic arpeggios from pages 12 through 17 of 
this book. 
2. Practice moving each arpeggio fingering chromatically up and down the finger 


board. In other words, after playing through it in the original key, move up one 
half step and play through іс again. Continue as far as the fingerboard of your 
guitar allows, and then descend as far as you can in the same manner. 


w 


. Practice moving each arpeggio fingering in whole steps up and down the finger 
board. 


4. Practice moving each arpeggio fingering in minor 3rds up and -own the finger 
board. 


5. Practice moving each arpeggio fingering іп 4ths up and down the fingerboard. 
6. Practice moving each arpeggio fingering in Sths up and down the fingerboard. 


7. Practice all of the preceding, alternating ascending and descending forms of the 
+ arpeggios. For example, play an ascending GMaj7 arpeggio followed by a 
descending G'Maj7 arpeggio. Then play an ascending AMaj7 arpeggio followed by 
a descending B'Maj7 arpeggio, etc. 


This should give you plenty of practice with individual fingerings. The next step is to learn 
to think of them in groups of "like" quality. 


Routine‏ سا 
1.-Ргассісе playing all the major 7th arpeggio fingerings you know, using the same‏ 
root, from the lowest point on the fingerboard to the highest. Do this using all‏ 
twelve roots.‏ 


1 2. Practice playing all the minor 7th arpeggios you know, using the same root, from 
the lowest point on the fingerboard to the highest. Do this from all twelve 
roots. 


. Practice playing all the dominant 7th arpeggios you know, using the same root, 
from the lowest point on the fingerboard со the highest. Do this from all twelve 
roots. 


А 
1 4. Practice playing all the min7’5 arpeggios you know, using the same root, from the 
] lowest point on the fingerboard со the highest. Do this from all twelve roots. 


20 
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Lesson 2A: More Altered Chords 


The dominant 755 chord is another very common sound in jazz. It is immediately recog- 
nizable. You will see it written a variety of other ways, such as 7+, Zaug and 713. The 
addition of the 9th is also common, in which case 955 or 9+ are the usual symbols. The 
formula for this chord is Root-3-15-'7. In the key of G, this would be 6-8-0۴ In the key 
of D it's D-F-A!-C. 


6755 0715 


G = 


Here are some common voicings for you to use. Once again, realize that all chords have 
many different fingerings on the fingerboard. You should experiment to find your own 
voicings and check out the various chord books that are available to expand your vocabu- 
lary as much as possible. 


This etude is based on the chord changes from the song She's FunnyThat Way and will help. 
you get to know the 755 sound 
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Lesson 2B: Progressions for 
Practicing Arpeggios 


In the coming lessons you will be learning how to“spell out" the chord changes as they go 
by while you solo. You will start to realize how important it is to know your arpeggio ` 
fingerings оп an intuitive level. Play along with these progressions using the СО that ; 
accompanies this book, or record them yourself. Improvise using only chord tones. Тһе P 


sound will be rather bland, but what you are trying to do is make the chord tones to each 
chord you hear very familiar, so that they sort of “light ир" all over the fingerboard. You 
should come up with some of your own practice progressions as well. Practice slowly and 
remember—chord tones only! Starting with Example 9, the chord tones will be shown at Ë 
every change of harmony. You can use these tones in any octave, using arpeggio fingerings 

you have learned. Example 8 shows how this is done. ' 
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Adding a lowered 9th to any dominant chord (7/9) gives a chord progression a very distinc- 
tive sound. Check out the formula: Коос-3-5-7-9, In the key of E this is E-GI-B-D-F. In 
A it's A-C-E-G-B*. 


Ет АТ? 

Ë: 2. i 1 
ڪڪ سا‎ | 
во. 1 


Learn these voicings and try substituting them for the dominant chords in progressions 
you play. 


One interesting aspect of a 79 chord is that, when you drop the root, you can move the 
same fingering around the fingerboard ac intervals of a minor 3rd without changing the 
chord's quality. 


Also, notice that 79 chords without a root are identical to diminished 7th chords. These 
chords also remain the same when moved around in minor 3rds. For more information 
about diminished 7th chords check out Mastering Chord Melody in this series. 
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Неге is an etude, based loosely оп the changes to Just Friends, by Klemmer and Lewis, 
illustrating the use of dominant 79 chords. 
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Leson 3B: Creating Lines #1 


So far, you have been improvising with the major scale in a progressional manner—freely d 
using the appropriate scale in a fairly random manner over the diatonic chords. When you p 
listen to an accomplished improvisor, however, you can actually hear the chord changes 

being spelled out in their solos. This is accomplished by combining what you know about , 
about arpeggios with what you know about the major scale. Instead of randomly playing f. 
the major scale over a progression, try to begin each phrase you play with a note of the 

chord that you are improvising over. This is called spelling out the changes, targeting chord - 


You may start your phrases from roots, 3rds, Sths or 7ths of the chord. You will still use 7 
the major scale to improvise, it's just that the first note of each phrase will be a chord Ё 
tone. Improvisors tend to use 3rds and 7ths the most, because these notes are what give 
а chord its distinctive quality, but feel free to utilize roots and Sths as well. This technique 
will help give the effect of playing “through” the changes instead of just "over" them. 


In jazz it is standard practice to play eighth notes with a swing feel. While the music may be 
written as standard eighth notes, they will feel and sound like a series of eighth note 
triplets with a tie between the first two notes. When played in this manner, they are 
referred to as jazz eighths or swing eighths. Eighth notes played in a traditional manner are 
called straight eighths. 


"Straight" Eighths 
Written: Felt: 


تار سار ہے тесі‏ ہے == سے ЕЕЕ‏ 
+ 
Ра‏ يړ 3 و H‏ 
4 


1 апа 2 аға 3 and 


"Swing" Eighths -. — 


Written: Felt و‎ 3 3 3 
= — سنج‎ 
: — == ==== 
H ж ж 2 * s o # و يس‎ 
1 and 2 ad 3 and 4 and 1 and 2 and 3 and 4 and 


This is as close to the swing feel as music notation will allow. To simplify things, we just қ 
write them аз eighth notes. Jazz players need to be proficient at playing and reading both 1 
styles. Keep this in mind when learning the examples іп this book. 


Study the following examples to practice spelling out the changes of a chord progression. | 
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i Using Roots as target chord tones 
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Using 3rds as target chord tones 
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J À = Target chord tones 


Chapter 2—Lesson 3B: Creating Lines #1 27 


20 


Track 
0 


2 


Track 
04 


Using 5ths as target chord tones 
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Lesson 44: More Altered Chords 


DOMINANT 7:991CHORDS 


Dominant 79 chords are also very common in jazz. They add a certain funkiness to a 
progression. Here is the formula for dominant 719 chords: Root-3-57-19. In the key of 
F that's F-A-C-E-Gf. In B it's В-О-Е-АНСЕ 


вэ‏ وم 


ЕЕЕ 


Once again, try substituting the dominant chords in progressions you know with some of 


the following voicings. 


This etude is based on the changes to Moonlight in Vermont, by Karl Suesseorf, and illus- 
trates the use of dominant 719 chords. 
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Lesson 48: Creating Lines #1 


If you are comfortable with your arpeggios and beginning phrases on the various chord 
tones, you are ready to go on. The next step is learning to use neighbor tones. These are 
notes that an improviser uses to approach targeted chord tones. By far, the most com- 
mon neighbor tones are the notes one half step below and above the chord tone. Neigh- 
bor tones a whole step below and above are common too. 


This technique requires “looking ahead” in your solo. Targeted chord tones are generally 
] played on the strong beats of the measure, so you need to apply neighbor tones either one 
beat or half a beat before the chord tone. Neighbor tones can really appear anywhere in 
the measure, but since the examples that follow will emphasize chord tones occurring on 
3 the first beat of each measure, we'll look at the neighbor tones right before the down- 
^ beats. This is an excellent way to emphasize a chord change and extend the length of your 

melodic line as well. 


] You should memorize several of the examples that follow and transpose them to other 
keys and octaves. Doing this will help you internalize this technique. Any chord tone may 

- be approached with neighbor tones, although most players tend to use 3rds and 7ths. In 

] this book we will study this technique with all the basic chord tones (roots, 3rds, Sths and 
7ths), but this lesson will deal with approaching roots only. 


One half step below the root 
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One half step above the root 
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[DU 5-10-8 


One half step below and one whole step above the root 
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Multiple neighbor tones: root, whole step above root, half step below root, whole step above root 
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Mixed approaches to the root 
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5 C759: 


Lesson SA: Chords with Combined 
Alterations 


In the previous "A" lessons you have been introduced to the basic types of altered domi- 
nant chords. Remember, you need many more voicings for these chords than there is 
space to show in a method book. You should start collecting chord encyclopedias. You will 
reap many rewards by exploring other ways to produce these chords. Strive to develop a 
large palette of sounds from which to choose. 


In addition to adding altered Sths and 9ths to dominant 7th chords, you can also combine 
these alterations. The following examples show some of the possible ways to combine 
altered tones. These are just some new combinations of the alterations that are already 
familiar to you. These sounds, though very common in jazz, may be new for you. They may 
even sound strange at first. With continued exposure and study, your ears will become 
accustomed to them. 


:18ت 


si 


Where do we use all these altered dominant sounds? In jazz, we often substitute the 
original harmony of a song with more sophisticated chords. When a jazz player sees a 
C Major chord he or she knows that it may be possible to use a C6, CMaj7, CMaj9, 
CMail3, ог а host of other major type chords with the same root. The same concept 
holds true for minor and dominant chords as well. In the case of dominant chords, altered 
Sths and 9ths are added to the list of possible substitutions. 


Remember that when enhancing or substituting chords, context is everything. Just 
because a substitution is "theoretically correct" doesn't mean it sounds good in every 
instance. Experimentation is the way we find out what works, and is a large part of the 
fun. Have patience. 

Example 33 shows some of these voicings in the context of ii-V7-I progressions. 
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In this lesson we will deal with neighbor tones approaching the 3rd of the chord. As іп 1 
lesson 4B, you should learn several of these examples and transpose them to other keys. j 
Targeting 3rds is a great way to point out the difference between major and minor chords. 

Often, we will approach chord tones with multiple neighbor tones as some of the follow- ii 
ing examples illustrate. Of course, this means you must start your approach earlier in the 

previous measure. 
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Mixed half step and whole step approaches to the 3rd 
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Multiple neighbor tones: mixed half step and whole step approaches to the 3rd 
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Multiple neighbor tones: mixed half step and whole step approaches to the 3rd 
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| Lesson 6A: More Chords with 
1 Combined Alterations 


| Here are some more dominant chords with combined alterations for you to sink your 


teeth into. Enjoy exploring these new sounds. 


The Chord Formula 
Roor-3-5 9755 


The Chord Formula 
ولولو لت مه‎ 


Example 41 shows these chords іп the context of іі-У7-1 progressions. 
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Lesson OB: Creating Lines 24 


PPROAGHING THE 5TH 


The following are examples of neighbor tones approaching the Sth. Memorize some or all 


of them, transpose them to all the other keys and use them in your improvisations. 


One half step below the Sth 
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3 Multiple neighbor tones: mixed approaches to the 5th 
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Lesson 7A: Other Important Chords and 
ü-V7-I fingerings 


А 7195 chord is sometimes called 7513, because а/13 is an octave higher than a کا‎ 


C715^5: 7 


узба 


While dominant 13 chords with 9% (139) are not "combined" alterations, they аге impor- 
tant to take a look ас now. They are very common but have а distinctive sound. 


You will often see chord symbols with a slash (/) in them. This has two meanings. For 
instance, "F/G" means that an F chord is to be played, but with the note G added in the 
bass. Another usage of the slash, however, refers to quality. C6/9 means that the 6th and 
9th degrees of the scale have been added to a C Major triad. C7/6 shows a C7 chord that 
also contains a 6th. From here on, you will find various slash chords in the examples 


Here are some ii-V7-I progressions to practice with your new chords 


FETEI 


ii УТ, 1 
А. 7 "05 F6 


The Chord Formula 
Roox-355.5 57 (513) 


The Chord Formula 
Root-3-5-17-49-13 
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— m ہم‎ 


It's often said that you are only as good a jazz player as the number of ii- V7-1 progressions 
you know. There is some truth to this. Knowing lots of fingerings will allow you to play 


with greater taste and variety. The various sounds that the changes produce will also 
ensure newer, fresher ideas for improvisation. You can literally learn a new progression 
every day for the rest of your life and still feel like you need more variety. The following 
fingerings should get you off to a good start. You may want to practice the ii- V7-1 progres- 
sions from the previous lessons using some of these fingerings, or better yet, buy a fakebook 
and learn some tunes while you put putting some of this material to work. Enjoy the 
sounds! 


Play from left to right. 


ii V7 


Gmin7 
223333 


Gmin(add9) с?» 
ЕРІТЕ 


Turn the page for even more 11-۷7-1 ideas! 
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ii МТ І ii V7 I ii V7 I 
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01 
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Try combining a ii chord from one progression with a 
V7 chord from another and a | chord from yet another. 
The possibilities are endless. Be sure to transpose the 
ones you like to other keys! 
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| Lesson 7B: Creating lines #5 


LEON 1 


Even though approaching the 7th of a chord with neighbor tones has a slightly more ۰ 
ited application, it is well worth your time to explore this sound. Learn some of the 
examples and make up your own. Eventually, you will need this technique to be second 
nature. Note the B” in this tune—just lower the B two half steps (one whole step). 


Mixed approaches to the 7th À = Neighbor ton: 
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More mi: 2d approaches to the 7th 


ElMaj7 Gminz 


u tte == = Dent E е ЕЕЕ 


ШЕ? 


3-6-8 6-8-4 
T — s= е AARAU 6 
$8 5-6 5--% 1 


| 


= اخ = ہت ے —— وو و جد نے T‏ 
FR‏ 
کو 017" ہاج A’Maj7 А‏ 
kf 5‏ 
нее == z pc =?‏ 
بح 


% 


— 


== 
ہم 


г г 


46 Chapter 2— Lesson 78: Creating Lines #5 


=. 


CHAPTER 3 


| Lesson IA: Comping Swing Feels 


Comping is the term used to describe accompanying, or 
complimenting with chords. This is what jazz guitarists do 
when other players are soloing. We provide a harmonic back- 
ground. When playing with a keyboard player it is preferable 
to take turns comping behind the soloist. If both the guitar- 


بس 


ist and the keyboard player comp freely at the same time the 
tune will become like a harmonic can of worms. Always listen 
carefully to what is going on around you. 


Its a good idea to strum down M оп the downbeats and to 
strum up V on the upbeats. This will help you keep your place 
in the measure. Also, try to damp the strings so that the 
] chords don't sustain during the rests. Damping is accomplished 


Ld L2 


by either releasing pressure with the left hand, thereby halt- 
ing the sound, or by stopping the vibrating strings with the 
palm or wrist of the right hand. Different methods work de- 
pending on the situation. Experiment. 


Joe Poss 
Early in the twentieth century, the swing feel was one of the first elements that separated سف‎ 
jazz from other styles of music. Jazz style syncopation was introduced and the first jazz 
eighths оғ swing eighths were heard. Even though they are written like straight eighth 
notes, they have the feel of three eighth note triplets with the first two tied. Refer to page 
26 in this book if you are unclear about swinging eighths. 


ш) لا‎ ыш 


Unlike rock, pop and country music, the rhythm in a swing feel is implied. The beat is 
] often suggested by the guitarist. Predictable rhythm parts are considered to be trite, so 
the guitarist is left to accent various parts of each measure, usually with an element of 
surprise and with a spirit of improvisation. The best way го learn this feel is to listen to a 
^ lot of jazz guitarists. Listen to how they comp. Listening to a pianists left hand is also а 
| good source of comping ideas. Chick Corea, Herbie Hancock or Keith Jarrett are some of 
this century's great accompanists. Think of swing style comping as similar to the brass 
"punches" in big band arrangements. Even though this feel is basically improvised, 
] Examples 50 through 60 will give you a good idea of what this is all about. 


FMaj? 0719 
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Lesson 1B: Major Hh Extensions 


This is a nice little trick that is used by most jazz players. It adds a little variety and 
smoothness to the lines over the V7 chord. Simply play the notes of a major 7th arpeggio 


j rooted on the 7 degree of the V7 chord in any й-У7-І progression. 
1 For example, if the V7 chord is G7, you can play ап FMaj7 arpeggio because F is the ‘7 of 
1 the G7. Notice that this technique works nicely because you are actually just playing che 
upper extensions of the G7 chord: A is the 9th, C is the 110 and E is the 13th. 
| G7 FMaj7 з 
o 2 а > 
| == 
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д Examples 62 and 63 illustrate this technique. Try putting this to use in your solos. 
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Notice that you don't have to start the major 7th arpeggio on the root of the Мај? chord. 
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Lesson 2A: Comping Latin Feels 


In today's jazz, many rhythms are borrowed from other cultures and styles of music. There 
are many different feels that are called Latin. In fact, there are so many of them that we 
could never cover all of them in this book. The term Latin refers to rhythms borrowed 
from or influenced by the music of South America. This lesson will introduce you to some 
of the most common Latin feels. There is a great wealth of Latin flavored jazz in the world, 
and you should try to explore it all. Lee Ritenour is a good example of someone who uses 
Latin feels extensively. 
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i Lesson 28: Diminished Extensions 


This is another way to add interest to a line. Play a diminished triad starting at the 3rd, Sth 
! or 7th degree of the V7 chord in any її-У7-1 progression. For instance, if the V7 chord is 
j G7, you can play а Bdim arpeggio, a Ddim arpeggio or ап Fdim arpeggio. These tones will 
resolve nicely into the 1 chord. This technique produces extensions of the G7 chord, 
| some of which are altered: А? is һе 9 and С? is е!!! (enharmonically the same as the 10, 


1 which is an octave above the 3) 
G7 
BR 
8 xx _ = 
د‎ 
Bdim arpeggio Ddim arpeggio Fdim arpeggio 


Practice this technique in all octaves, keys and fingerings. Listen for this sound when you 
listen to jazz—it is a very commonly used part of our vocabulary. 
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Lesson 34: Com ing Funk Feels 


The use of straight eighths in jazz started in the 1960's when a lot of the rock feels were 
being investigated by jazz artists. Today, straight eighths and funk feels are standard fare in 
jazz. Listen to The Rippingtons, Yellowjackets and Fourplay to hear this style played well. 
Also, listen to the classic funk sounds of Tower of Power and James Brown. Here are some 


examples of modern funk feels. 
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Lesson 3B: Ascending Lines from 
Chord Tones 


This is a very common melodic device. Simply play ascending scale-wise patterns starting 
from chord tones. Experiment on your own. Most players find this a very easy technique 
to incorporate. 
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Lesson 44: Comping Ballads 


Accompanying with a ballad feel requires listening very carefully to what is going on around 
you. Generally, it is а good idea to play only when there is a sustained note or а complete 
break in the melody. This applies mostly to “standards” For a rock ballad feel, you may be 
asked to keep a steady rhythm going, as in "pop" oriented jazz. Here are some examples 
of different ballad feels. 
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Lesson 48: Descending Lines from 
Chord Tones 


This technique calls for simply playing scale-wise patterns downward from the chord tones. 
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Alternating ascending and descending patterns will give your line а more interesting contour. 
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Lesson ЇЇ: Chord Connections 


Over the next four "A" lessons you will 
be exposed to a system of learning and 
organizing chords according to string sets 
and voicings. While you will be shown this 
using a very specific set of chords, under- 
stand that this type of organization should 
be applied to other chords and chord 
types as well. 


We will divide the six strings of the guitar 
into three string sets (6-5-4-3, 5-4-3-2 and 
4-3-2-1 with 6 as the low E string and | as 
the high E string), and find the different 
inversions of specific chords going up, 
down and across the fingerboard. For ex- 
amples, we will use Dmin9 (ii), G9 (V7), 
CMaj7 (I) and C6 (also 1) as the material 
for ii-V7-I progressions. 


Wes Montgomery 


Armed with the knowledge gained from this study, you will be able to arrange comping 
parts and chord melody arranger nts with much more artistry and variety. You won't be 
stuck using the same tired voicings over and over, and you will be exposing your ears to 
chord sequences that could inspire you to write your own tunes. The more you know, 
and the more control you have over the elements of music, the more "in tune" your self- 
expression will be. 


The first step is simply to familiarize yourself with these voicings and this system of 
organization. 


Note that the roots have been omitted from both the Dmin9 and G9 voicings. This is to 
allow the use of more interesting chords. It will also give you experience organizing 
chords that have no root. Playing rootless chords often permits the use of more exten- 
sions in chord voicings. The various voices can actually “imply” the sound of the root. Try 
to "hear" the root in your head when playing these chords. If you play in a group setting, 
the bass player can take care of playing the roots. Sometimes a bigger sound can be 
obtained this way. 


Transpose and *hang-out" with the following chords until they are familiar to you. We'll be 
putting these со use in the following lessons. 
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| Lesson IB: Learning licks #1 


The ideal in the art of improvisation is to hear music in your head and then execute it on 
i your instrument. Some players would like you to believe that all of their ideas are totally 
spontaneous. Actually, many devices and concepts go into creating a good improvised 
i solo. Scales, modes, arpeggios, melodic patterns and licks all play a certain part, along 
with moments of spontaneity and true inspiration, To a large extent, improvisation is 

really the “creative reorganization" of things you already know. 


] Licks are a very important part of your vocabulary. If scales сап be compared to our 

alphabet, then licks are comparable to words or sentences. Licks are groups of notes, 

0 phrases or runs that an improviser сап use in solos. These are pre-planned phrases that 

| the improviser knows will work over a particular chord or chord progression. There аге 
two main reasons for having a large vocabulary of licks: 


|. Knowing a lot of licks from different styles of music will make it possible for you to play 
in a greater variety of venues. You will become more employable as you learn to play 
more convincingly in those styles. 


2. A person cannot be 100% creative four hours per night, five nights per week. It's nice to 
have some ideas to fall back on. 


1 Everyone uses licks. It is part of your style and identity. Some players’ styles consist of 
merely running all their licks together, one after the other. This is not improvisation. Licks 
1 are important, but don't overuse them! 

p Where do you learn licks? The best source is recorded 
T music. When you hear a phrase you like, stop, learn the 
] lick and figure out the various chords it can work over 
(there are usually many). Other good sources are the 
many "lick books" and solo transcriptions that are 
у | available. As you mature as а soloist, you will find your- 
self combining all sorts of licks from many sources, and 
coming up with new and interesting sounds. The sample 
ј | Иско that follow are based оп the major scale, and they 
- represent the basis for developing the spicier licks you 
hear when you listen to players like John Scofield, Wes 
Montgomery, Mike Stern and all the other jazz guitar 
T greats. When you proceed to Mastering Jazz Improvisa- 

tion you will learn licks based on more exotic scales. 
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" MAJOR:CHORD LICKS’. j. 


Here are eight sample licks that work well over major-type chords. Transpose them and 


start using them immediately in songs you are learning. These licks are labeled with major š 
7th chords but will work equally well with major 6th, major 9th and major 13th chords. a 
Experiment and let your ear be your guide. = 
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Lesson 2A: Chord Connections 7 


In this lesson, the chords you were working with in Lesson IA have been organized into 
ii-V7-I patterns. Each chord receives one beat. Ве sure to transpose these progressions 
to all twelve keys. Have patience, and enjoy the process. It can take some time to get 
comfortable with these chord connections. 
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Неге are some sample licks to use over minor chords. Once again, learn, transpose and 


Lesson 28: Learning Licks #1 


68040 


insert these into your solos as soon as possible! 
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Lesson 34: Chord Connections 22 


By now, these chords are surely getting easier for you to handle. The following ii-V7-I 
progressions move across the string sets. Once again, each chord receives one beat. 
Transpose these to all twelve keys. 
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Chapter 4—Lesson 3A: Chord Connections #3 
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Here are some licks that will work well over unaltered dominant chords. Try using them 
over dominant 9th, Ith and 13th chords as well. Transpose them and apply them to 


your solos. 
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Lesson 44: Chord Connections #4 


Once the examples in Lesson 3A get easier, challenge yourself with these. They are 
arranged in one-measure ii-V7-I patterns. Take your time learning each example and then 
transpose them. 
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There аге many ways to improvise over min7°S (half-diminished) chords. Неге are just a 


few licks to help you get used to the sound. 
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CHAPTER 
Lesson ЇЇ: The Blues Progression 


The blues is a style of music unto itself. It is also a very important part of the jazz vocabu- 
lary. You may have heard about the various styles of blues, like Delta Blues, Chicago Blues, 
Country Blues, Urban Blues, English Blues and Rock Blues among others. Each blues style 
can be thought of as a different dialect of the same basic language. If you are interested in 
learning about the many different kinds of blues styles check out Beginning. Intermediate and 
Mastering Blues Guitar, available at any music store. 


For our purposes, the blues will be thought of as a form; it is a twelve measure chord 
progression that is based around a I-IV-V7 progression. As you will see, the blues progres- 
sion can be very simple or very complex. In fact, if you compare the first few progressions 
in this lesson with the later ones, you might be hard pressed to find any similarity at all. Jazz 
blues progressions tend to use quite a few substitutions and passing chords. There are 
many examples of this with detailed explanations in Mastering Jazz Guitar Chord/Melody. You 
should try to learn as many blues progressions as possible.: 


Examle 139 is a basic blues, and the examples that follow show how jazz players might 
elaborate on the form. 
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Lesson IB: 10/1111 Over Blues Progressions 


You have probably had some experience improvising over basic blues progressions. This 
lesson begins with a review of the minor pentatonic scale, blues scale and Mixolydian 
mode fingerings. They appear here in the key of C, but you should practice transposing 
them. Just move to any other root of your choice and work through the same fingerings 
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5 There is a big difference between learning improvisational tools, such as scales, and actu- 
ally putting them to use. At first, we tend to organize them into patterns in different areas 
of the fingerboard. In actual practice, we usually combine the various tools and utilize the 
entire fingerboard. This is because the ideas we hear in our heads don't always conform to 
organized fingering patterns. In the sample blues solos that follow, you will find that the 
scales being used jump around to various parts of the fingerboard. Study these solos and 
memorize the parts that you enjoy so you can use them in your own solos. 
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BLUES SOLO #3 
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CHAPTER 6 


Lesson ЇЙ: Rhythm Changes 


Just as the blues form is part of our "stock and trade,” rhythm changes are a very important 
part of our vocabulary. This chord progression was originally found in the song I've Got 
Rhythm by George Gershwin. It has been the basis for literally dozens of songs, and has 
been a favorite progression of improvisers for decades. Oleo, by Sonny Rollins, Anthropol- 
ogy by Charlie Parker and The Flintsones would be examples of songs based on these changes. 
There are actually many variations on this progression, but the example below represents 


its most basic form. 
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D.C.al Fine = Return to the beginning and play until the Fine. 
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Lesson IB: Soloing Over Rhythm Changes 


This solo utilizes scales that you learned in both this book and Beginning Jazz Guitar. As 
you progress, you'll find that rhythm changes are usually highly altered and extended, so 
that more interesting scales and improvisational devices can be used. For now, just be- 
come familiar with the sound of this progression. Use the CD that is available with this 
book, or record yourself playing the changes, so that you can practice playing along and n 
improvising your own solo. à 


СЗ 


RHYTHM SOLO [ 


Tu 
ма? G7 Cminz Ç 
nur ute [ 

he LIMES [ 

3 6- E б ER = وو‎ 8- 
ےھ‎ 8 1 1 
Emin7 вт E'Maj? Еті? B'Maj7 G7 Cmin7 F9 E 

fe А ее کا‎ > 

4 x= t f I ہت‎ e А 

1 1 Н = 
= SEE енен | 


| 2 3 5-63 
> 5 
ا ج ڪڪ گے -8 8 === = 


84 Chapter 6—Lesson IB:Soloing Over Rhythm Changes 


aves‏ ساد کی 


٢‏ د 


E'Maj7 E'minz B'Maj? ١7 B'Maj7‏ سنا 


Chapter 6— Lesson IB: Soloing Over Rhythm Changes 


85 


Е 


CHAPTER] 


g£ 


Lesson IN: Turnarounds | 


А turnaround is a two- or four-measure section аса first ending, or at the end of a tune. А 
turnaround creates a smooth harmonic transition back to the first measure. You will find 
turnarounds in most jazz tunes. Generally, the guitarist can choose to play any one of the 
many kinds of turnarounds possible and it's up to the other players to react. For variety's 
sake, it pays to know a lot of different turnarounds. Using a variety of turnarounds will 
create unexpected twists and turns in an arrangement. They also make good intros and 
endings. 


[XC می‎ xx 


These are examples of two-measure turnarounds going to C. When playing four-measure 
turnarounds, the duration of the chords would simply be doubled. Memorize and trans- 
pose these and keep your ears open to those other players use. 
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Lesson IB: Soloing Over Turnarounds 


Obviously, if turnarounds are common, you will need to know how to improvise your way 
through them. Create licks that you know will work over various turnarounds. This will 
help you make melodically smoother transitions back to the beginnings of your tunes 
Study the following turnarounds going to C. Memorize and transpose the ones you like. 
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(HAPTER 8 
Lesson ЇЙ: Chord Solo | 


Неге is a chord solo loosely based on the changes of the song Misty. This arrangement 
incorporates many of the concepts that have been covered іп the"A" lessons of this book. ‹ 
Use it to reinforce your understanding of what you have learned. Have fun, and see you in 1 

Mastering Jazz Guitar Chord/Melody! [ 


€ 


t 
A 
( 
| ‘ 
FOGGY > 
жык 1 ( 
7. 
واع نا‎ А ۷7م‎ tcn وام‎ [ ; 
EX b- 4 z ml ماپ‎ * fe = 1 z: ЕН 
4-2 + = 2 = Ж 
Ei 
P === SS بح‎ Г" 
В 2 * 1 га! 4- 4 4—9- % 
4t 
نا‎ Cmi7 7# 8h13 Bmin7?5 Gmin7 T Fming paw ЌЕ 
ur n 
7 
== = zen L: 
ie js E 4 . — € 
| [ ‹ 
‘ € 
етно سس مت‎ 14-72 > š 5 H — 2 ھپ‎ а 
+ ہے‎ 8- 6 6 Ë * 
‹ 
ElMaj9 ete Вто E79 А!мај? A'minz 6 8 9 L ‹ 
| ы ( 
есесінен سے ہے سد‎ ЫҒЫН | 
€ 
к= 2 تت ا‎ sm Le 
— =з == ic > = 


[ 
=p [k 

| 

| 


88 Chapter 8—Lesson IA: Chord Solo 


= 


3 сыз 


1 
] 
] 


t3 t£ ue انتا‎ 


E Maj9 Стіп? Cmin9 Етіп? Fmino Вит B139 es AP min6 E Maj7 
1 1 | . | 
ہے وی وس === === وني‎ 
: ME = е .— کچ‎ 8 
| ted و و‎ 2- 
КЕ چو‎ 3 7 4 4 3 аа 4 = 
БА m = 3 Š ё H ها‎ у= 
CB = 3 4 8 6 —— سو‎ 4 ES 1 
pas ЕНЗ Ет» A's А?Мај? AlMaj9 
مھ‎ 
pere, EE = 1 te 
= bg Er ЕТЕ жы 
= DE 
d 2 2 р 
8- 4- 
2 5 11 { d 9 £ { H ووه‎ i وم‎ | 5 
6 44-3 4 8- 
Amin9 Amin11 013 0779 бітіп? НАМ Fmin9 B139 
М UR w. 

" 2 е е 
کا‎ a а к ЕИ а Деген 
لوا‎ T # ےج = > سوا يئ‎ 

ы ы‏ ڪڪ سے ہے 
е | |‏ 
mt ` 7-5-7-8-1ҙ-Н-Ю 8-30 -4- -6--8-;‏ .7—5 
کے а‏ نت :== === = 
КА 4 10- d $—1—9 6‏ 5 
CB 5 8 9 8 6-‏ 
A Maj? pim A'min&‏ وع Eladd9 Е?Мај7 B'ming B'min Blmin7‏ 
= موم Ie‏ 
ES‏ 
= = 2 او 
NES‏ . 
6 -6—8—$— 
= ج = === 
هه ={ 8 НЕ‏ 
E'Maj7 Cmi? ^ Fming B759 B75 E's — A'mins [2:7]‏ 
bs :‏ . 
ENTE E ќе $:‏ کے 
ғ)‏ اس اسو ” لا е әзі - = E‏ 
ra гче f ја‏ چ 
Ë‏ ورام مر Rs‏ 8 
r4‏ په و ېوه 17 2 .8—8 ہے 
aum 6 13 1۷‏ : 
$ © 18 


Chapter 8—Lesson IA: Chord Solo 


89 


Lesson IB: Single-Note Solo 
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Here is a single note solo also loosely based on the chord changes of Misty. This solo - 
incorporates many of the concepts that have been covered in the “B" lessons of this book. D ( 
Use it to solidify what you have learned. Enjoy this and see you in Mostering Jazz Guitar ( 
Improvisation! 1 ( 
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(ODA A Medley of Suggestions and 


Musical Concepts 


Whether you play an electric or acoustic guitar, it is very important to always play with 
good tone. Being comfortable with your tone may be the single most important factor in 
giving a satisfying performance. 


The environment you are playing in at any given time is one of the central issues of your 
tone. Are you playing outdoors? In a small club with "dead" acoustics? In а large gymna- 
sium with lots of ambience? A recording studio? A cathedral? Each of these environments 
will affect your overall sound differently. Chances are the "perfect" amp and guitar set- 
tings for practicing at home will not do at all for a live performance. Expect this and show 
up to gigs early со allow lots of tweaking time. Also, various effects processors can make 
a difference. Spend time learning how your effects work so you have complete control 
over the sound. Perfect tone, like perfect nights, are rare commodities. Twiddling knobs 
is a fact of life. 


In spite of all the external factors, your hands control the tone of your instrument more 
than any other factor. It pays to learn and maintain good technique. More than any room 
or effects processor, it will give you greater control of nuance. This is as true for electric 
guitarists as it is for acoustic players. Don't rely on rooms and electronics for your sound. 
Count on your own technique to ensure a consistently good sound. A great tone will 
make your performances more fulfilling. Work on it. 


In Beginning Jazz Guitar you learned that you need to practice slowly. You also need to 
identify exactly what you need to practice. You are probably asking yourself how anyone 
can practice all of the concepts, all of these chords and arpeggios, and all of these scales 
and melodic techniques introduced in this series of books. The answer is that you can't 
always practice everything. It is generally best to focus on a few aspects of your playing, 
but work on them very hard. With a little luck, you will live a long life and there will be 
plenty of time to practice all the chings you want to work on. It would be unrealistic to 
expect to be able to work on everything every day. Some players maintain the same 
practice schedule for only a couple of weeks. They find that regularly changing their 
practice routines keeps things interesting, and they accomplish more. 


The most important areas for practice are: 


Reading (or sight-reading) Learning Tunes 
Harmony and Chord Studies — Ear-Training 

Improvisation Composition (for those so inclined) 
Right-Hand Technique Practicing for the Gig 


Left-Hand Technique 
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This list is not in order of importance. What is important to you will change as time goes 
on. Practicing things you find easy is a waste of time. Practice chose things that are most 
difficult for you. Try to cover two or three of these areas daily, and maintain the same 
routine for just a couple of weeks. Then, when you are ready, change it. Remember, jazz 
guitar is an art—and you can't force it along 


By far, practicing for the gig is the most important thing. This is where you are being heard 
This gig, hopefully, will lead you to the next gig. and the next and so on. Many times, the 
kind of gigs you get determine what will become your strongest skills. For instance, | 
never really intended to study solo guitar techniques as much as | have, but for years | kept 
landing solo gigs. ! practiced for the gig every day and through the years it has become a 
specialty of mine. Most of the areas of study | have become proficient in are the result of 
practicing for the gig | was playing at the time. 


There will be times when structured practice is called for, but there will also be times 
when you will just have to follow your intuition. If you wake up in the morning thinking 
about last night's gig and realize that you didn't have enough dominant 7'9 licks, you had 
better learn some more dominant 7'9 licks that day. 


There is not one right way to practice. Your practice life is a living, breathing and con- 
stantly changing force. Be honest about what you need to work on and let your intuition 
guide your course. 


In Beginning Jazz Guitar there is a section about why we learn and play things in locked 
positions—fingerings that we can slide around the fingerboard. You can't beat this con- 
cept for getting mileage out of your ideas. One fingering can be moved around to many 
different octaves and keys. The trouble with playing that way is that sometimes it can lock 
us into thinking the same way all the time. Our solos become predictable. Sometimes, а 
change in perspective is in order. | suggest that you start learning all of your scales, modes 
and arpeggios up and down single strings. In fact, you could even practice reading music 
this way. After a while, try working on sets of two adjacent strings, then try it on sets of 
three strings. i 


The advantage to this is that, although the notes you are playing are the same as those in 
locked positions, your vantage point is much different. The easic с way to discover this for 
yourself is to record a progression and improvise using only one string. At first, your lack 
of familiarity will be evident, but after а while you may find that your ideas are radically 
different than usual. You may not want to play this way all the time, but it could be a 
refreshing change. 
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When you improvise, the ideal is to first hear an idea in your head, and then execute it. 
Many players don't really do this. They just play a lick and then say to themselves," Hmmm, 
that worked," or "Oops, that didn't" Developing the ability to "hear first" is a lifetime 
pursuit. There will be times you can do this very well and times you just can't. Many 
factors contribute to this: mood, distractions, music being played, the level of musician- 
ship in the band and how you are feeling that day, co name a few. 


Singing along with what you are playing is a good way to begin training yourself to hear 
first. Sing or hum along as you play, trying to duplicate all the pitches and rhythms. 
Eventually you will find that your singing initiates your solo ideas. This is how you will 
begin to bridge the gap between your brain and your fingers. 


It is in your best interests to take the time to develop this skill. For most players, this is 
just a practice technique. But some others, like George Benson, have made it part of their 
style. Try it for awhile and your solos will become more lyrical. 


Listening is another important part of becoming a good jazz musician. You have to listen 
all the time. Listen to current artists, and listen to the greats of the past. Listen analyti- 
cally, and listen for the influences you want in your own playing. Listen to all styles of 
music, and listen to all instruments. Listen to Jimi Hendrix and listen to Ravi Shankar. 
Listen to Purcell and Mozart and listen to James Taylor. Listening is how we communicate 
with all musicians: past, present and future. If you listen to Bach or Ellington. they are 
communicating with you; you are hearing music they both heard in their heads. Read 
through lots of printed music as well listening co tapes and CDs. 


It is very important to study the history of music—all music. Learn about the music of 
other cultures as well. Having this perspective will improve your playing and give you a 
realistic view of where you stand as an artist. 


It is a good idea for more advanced students to study one artist exclusively for a while. 
During this time read as much about the artist's life as you can find, learn several of their 
compositions, transcribe a few of their solos, and listen to their recordings constantly. 
Then move on to another artist. This is a fascinating way to study and improve your own 
playing and comprehension. 


Practice listening. By this | mean that you should listen to a new piece of music the 
following way: 


1. Listen со the tune and the whole band at once. 
2. Listen again, focusing on only the drummer. 

3. Next time, listen only to the bass part. 

4. Now listen for the rhythm guitar and/or piano part(s). 
5. Finally, focus on only the melody. 


Now listen to the whole song again as you did at first. Did you learn anything! Did you 
get ideas for your own playing! If so, isolate them, learn them and incorporate them into 
your own playing. 
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Jazz Artists 


The artists listed below are just some of the people who have made an indelible mark in jazz 
history. Their influence cannot be over estimated. Listen! 


Guitar 


Saxes 


Kenny Burrell 
Larry Carlton 
Charlie Christian 
John Collins 
Larry Coryell 

Al Dimeola 

Joe Diorio 

Herb Ellis 
George Van Eps 
Ron Eschete 

Tal Farlow 

Bruce Foreman 
Frank Gambale 
Mick Goodrick 


Scott Henderson 
Alan Holdsworth 
Barney Kessel 
Steve Khan 

Pat Martino 

John McLaughlin 
Wes Montgomery 
Oscar Moore 

Joe Pass 

Django Reinhardt 
Emily Remler 

Lee Ritenour 
Howard Robert 
John Scofield 


Ted Greene Mike Stern 
Jim Hall 
Trumpet Trombone 


Nat Adderly (cornet) 


Tommy Dorsey 


Chet Baker Al Grey 
Clifford Brown JJ. Johnson 
Miles Davis Jack Teagarden 
Dizzy Gillespie Bill Watrous 
Benny Golson Kai Winding 
Freddie Hubbard 

Louis Armstrong 

Wynton Marsalis 

Vibes Clarinet 
Gary Burton Eddie Daniels 


Lionel Hampton 
Bobby Hutchinson 
Milt Jackson 


Benny Goodman 


Violin Flute 
Michael Urbania Yusef Latif 
Stephan Grappelli Hubert Laws 


Stuff Smith 
Jean Luc Ponty 


James Moddy 
Dave Valentin 


Cannonball Adderly 
Anthony Braxton 
Michael Brecker 
Ritchie Cole 
Ornette Coleman 
John Coltrane 

Paul Desmond 
Stan Getz 
Coleman Hawkins 
Joe Henderson 


Keyboard 


Lee Konitz 
Yusef Latiff 
Charles Lloyd 
Gerry Mulligan 
Charlie Parker 
Sonny Rollins 
Pharoah Sanders 
Wayne Shorter 
Phil Woods 
Lester Young 


Chick Corea 
George Duke 
Bill Evans 
Russell Ferrante 
Erroll Garner 
Dave Grusin 
Herbie Hancock 
Earl Hines 

Keith Jarrett 
Cecil Johnson 


Bass 


Thelonius Monk 
Oscar Peterson 
Bud Powell 
George Shearing 
Horace Silver 
Martial Solal 
Art Tatum 

Billy Taylor 
McCoy Tyner 
Joe Zawinul 


Steve Bailey 
Tim Bogert 

Ray Brown 

Ron Carter 

Paul Chambers 
Stanley Clarke 
Nathan East 
Mark Egan 
Charlie Haden 
Luther Hughs 
James Jamerson 
Alphonso Johnson 


Singers 


Jimmy Johnson 
Bob Magnusson 
Michael Manring 
Charles Mingus 
Jaco Pastorius 
John Patitucci 
Chuck Rainey 
Lee Sklar 

Steve Swallow 
Buster Williams 
Victor Wooten 


Ella Fitzgerald 
Billy Holiday 
Eddir Jefferson 
Kevin Letau 


Carmen McCray 
Bobby McFerrin 
Sarah Vaughn 
Casandra Wilson 
Nancy Wilson 


